(Annie Ernaux, La vie exterieure: 1993 -1999 During our interview, contemporary French writer Annie Ernaux stated that she had never reflected upon the ways which her domestic spaces have influenced her writing.' Indeed, she associated certain spaces with specific social norms, but she could not comment on the extent to which these spaces influence her writing process. Annie Ernaux's writing, which spans nearly thirty years, includes consistently extensive detailed descriptions of her parents' over-theshop apartment and her own domestic spaces, past and present. Her texts develop from depictions of physical spaces and the gestures and attitudes these spaces prescribe; they intertwine detailed descriptions of women's movement and interactions in public and private. A close analysis of these descriptions exposes the author's emphasis on the interplay between women and quotidian spaces such as a house, subway, school, supermarket and store. Ernaux's spaces are not neutral. Each bears the markings of a social class and gender. Certain recits, such as Les armoires vides (1974) , La place (1984) and later La honte (1997) , emphasize working-class and bourgeois domestic living spaces in her native rural town of Yvetot (Normandy). Other texts, such as Passion simple (1991) , Journal du dehors (1993) , and later texts taking place uniquely in the environs of Paris, highlight the narrator's urban mobility and daily interactions with her suburb (Cergy) and the capital. The most radical shift in Ernaux's focus on women and space comes between Passion simple and Journal du dehors.2 This shift leads to an inquiry into her narrators' compatibility with possible versions of the literary figure of the urban female wanderer, the flaneuse, as bourgeois shopper and roaming observer. ' No other of Ernaux's texts depicts the narrators' direct interplay with living space as much as Passion simple (Passion) in which almost the entire narrative takes place in her suburban home. This text illustrates most clearly women's active appropriation and physical marking of territory, both consciously and unconsciously.4 The narrator's interplay with her house exemplifies the ways in which living space remains in constant movement, despite its static appearance, and the extent to which it reflects (or clashes with) the female inhabitant's current vision of self. The domestic, then, exists only through the ways in which its female inhabitants live in and interact with it. This is true for all types of housing (this may be extended to include frequented public spaces as well). The habitat-female inhabitant relationship is reciprocal. As Ernaux's Les armoires vides or La honte demonstrate, a too small, poorly equipped or dirty space (or clothing) may reflect a negative self-image back on the inhabitant, creating a disparity between her self-image and the image her space projects. The narrator's remodeling, renovating, leaving and even cleaning of her domestic space are illustrative of ways in which female inhabitants modify and adapt to their living spaces. Passion's narrator identifies strongly with her house to the extent that she appears to view it as a second layer of protection (after clothing). Her lodging is a direct reflection of her self-image; it provokes positive, as well as negative, feelings throughout the narrative.' Passion is the first of several works to take place solely in environs of Paris. It is also the author's first text to be devoted almost entirely to life in a conventional bourgeois house rather than an apartment, above-theshop lodging or university residence; the principal background for Passion is the author's domestic space, her house in the ville-nouvelle of Cergy-Pontoise.
Ernaux's next published work, Journal du dehors (Journal) shifts 2 in 20th & 21st Century Literature, Vol. 29, Iss. 1 [2005] Unlike in most other texts (including Journal), a three-step evolution in the narrator's interplay with her interior exists in Passion: first, she prepares and anticipates her lover's visit through shopping; then, she rejects daily sites and rituals during and after the end of the affair; finally, she embraces the exterior and re-appropriates spaces uniquely associated with A. In the first stage of Passion, the house becomes a self-made prison for the narrator. She reduces noise to a minimum in order to hear the phone ring, avoids using the vacuum or hair dryer and going outside as much as possible (16). She tries to stop the passage of time by holding onto the physical evidence of their relationship: she leaves his cigarette burns in the rug, takes naps after his visit and does not wash until the next day so as to retain his odor: "Naturally, I didn't wash until the next day in order to keep his sperm" (20) . Throughout the first half of the text, she treats her body as she does her house, as a museum to A.: she prepares her house and body for his arrival (speaking mostly of the bedroom and kitchen); she buys new dresses, jewelry, lingerie, his favorite drinks and foods: "The only happy moments outside of his presence were those when I would buy new dresses, earrings, stockings" (22) . In sum, she attempts to render her house and body physically, symbolically and emotionally marked with his presence.
Studies
During the second stage, that of the fear of abandonment, she describes her horror of leaving Paris. Here, the narrator explains her physical pain, which replaces the sexual pleasure of their affair, focusing largely upon her daily rituals during A:s absence (52-3). She begins by describing her angst in interacting with the exterior. She wishes to die a passive death in her home, in her bedroom, in her bed. Primping and preparing for the outside, once part of her daily routine during her affair, are now difficult tasks. She forces herself to wear her contacts, an action that can be read in two ways: eyeglasses provide a barrier between the person seeing and others; they also protect the eyes. In this context, the mere fact of wearing one's eyeglasses when one normally wears contact lenses could appear as laziness or a habit associated with someone staying home. The narrator must force herself to prepare for the outside world: "I 4 Studies in 20th & 21st Century Literature, Vol. 29, Iss. 1 [2005] Her actions to re-appropriate her living space during a period of instability comprise the last, or third, stage of the text. In this stage, which begins on page sixty on the Folio Edition, the narrator marks the temporal change with a blank space and the use of the French passé compose followed by a reference to future behavior, rather than past habits, "I started to tell this story as of the month of September . . . " Her primary physical activity comes from domestic tasks: cleaning and gardening. These tasks, absent during her affair with A., provide the fatigue once caused by sexual activity. Her house, associated uniquely with their affair, now destabilizes her. It sends back an image that no longer coincides with her present situation. The narrator's reaction, conscious or unconscious, is to modify her domestic space through a behavior which is divorced from the past situation: she now effaces the accumulation of past evidence. She also introduces the next stage in her 'healing' with the present tense, "Now, it's April, in the mornings, it happens that I wake up without the thought of A. coming right away. The idea of finding joy again in the 'little pleasures of life'-talking with friends, going to the movies, dining well-cause me less horror" (66) . This quotation illustrates the shift from enclosed individual space and the private sphere to spaces of collective social activities. Whereas the text begins with the narrator alone in front of the television, later scenes, those in April, tell of a more interactive narrator going to the movies, dining and speaking to friends. It is in the last stage that Ernaux includes her return to the Passage Cardinet, where she underwent a back-alley abortion in 1964. Here, the narrator's return to a place within Paris provides closure to two very private experi-ences, one present and one past, a dereliction "of which the origin was a man" (65) . A sense of closure to her affair with A. comes, then, from outside spaces marked by painful memories linked to her life before A. In a sense, one could speak of a double closure. In her later text L'evenement (2000), she will write in more detail of her return to the exact place where she had undergone the abortion in 1964. This passage in Passion is the author's first step away from the domestic and its traditional gender roles. She opens her personal experience to include a reflection on her own writing process and on other women who have possibly lived the same experiences: 'Am I the only one to go back to the place of an abortion?" 'Est-ce qu'il n'y a que moi pour revenir sur les lieux d'un avortement' (65) . The double inclusion, of the presence of others and of the city itself, serves as a definite transition, leading her towards the constant interaction with public space found in Journal.
The narrator's reduction of living space and her immobility in Passion contrast with her constant mobility in public transportation and sites of consumption in Journal. This time, Ernaux moves about entirely outside the home and describes others observed in supermarkets, shopping malls, public transportation and in the streets. Moreover, she first identifies herself, within the larger social sphere, as a professor and an inhabitant of Cergy, rather than simply as a lover of A. The influence and presence of social spheres are reversed: she writes of her personal experiences in public spaces in Journal, whereas she highlights the public presence in her bedroom (media) at the beginning of Passion. Journal differs from Ernaux's earlier texts in that it focuses on the narrator's constant movement in an urban setting whereas her earlier works depicted, more or less in some cases, her sedentary lifestyle at her parents' grocery store-bar in rural Normandy. Unlike previous texts such as La place, Les armoires vides, and La honte which recall her native town of Y., Ernaux explores circulation in the capital and villes nouvelles places devoid of childhood memories.
Depictions of her domestic interior are absent. The narrator offers no evidence of memories attached to these new spaces. The only codes are those fashioned by others. Memory of spaces comes uniquely from movement and memorized itineraries. The spaces belong to her just as much as they belong to others. To appropri-
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Studies in 20th & 21st Century Literature, Vol. 29, Iss. 1 [2005] cludes mainly references to others moving about or working within public spaces. In both texts, communication and interaction with the exterior come through the act of purchasing. The narrator of Passion presents her relationship with A. though her interaction with him is largely purveyed through her relationship with things to buy, to prepare, to clean, and which represent him during his absence. The narrator details the objects bought or the reasons for the purchase (his favorite foods, liquor, lingerie and magazines). A shift occurs from the desire associated with shopping to please another to the pragmatics of commerce or transactions among people. In Passion, prices, payment or sales help are absent. In Journal, communication is mediated through machines such as cash registers and cash distributors. No direct interaction exists between cashiers and clients. Everything communicates, yet no one communicates without the exchange of merchandise.
Certain of Ernaux's later texts link the leisure activity of shopping with subversion. Her narrators assist in rebellious events either by reacting to someone or by secretly observing another person's actions, such her and her mother's stroll in La Samaritaine department store in "Je ne suis pas sortie de ma nuit" (17) or her watching a shoplifter of stockings in Printemps, a scene from her 2000 text La vie exterieure: 1993 La vie exterieure: -1999 . When compared to the numerous consumer sites in Ernaux's later works, these two stand out as traditional bourgeois sites of consumption. Both have been Parisian bourgeois shopping institutions since the nineteenth century. Franprix, Monoprix, and the centres-commerciaux (shopping centers) of Cergy-Pontoise are products of the 1970s with a more social-class diversified target clientele. Such examples oppose shopping experiences in Passion in which boutiques and shopping itself are an integral part of the narrator's role of mistress and thus, merely reinforce her role within the domestic.
In Journal, the narrator's observations and recording of modemday quotidian rituals allow me to consider her as a seeing and roaming subject and, in some aspects, as a flaneuse who comes closer to the flaneur by her observing and recording everyday events and individuals. The narrator's lack of destination, goal or specific errands also recalls flanerie. Traveling time is more important than arrival time. Observing people and recording the city and its inhab-itants take precedence over interacting with others. The narrators of Journal, La vie exterieure and fevenement partake in the action of the crowd, yet at a distance. However, the narrator does not wander the streets aimlessly; she is commuting, shopping or waiting in line.
Ernaux addresses, even if only indirectly, the gendering of flanerie in Journal-a text which recalls the writing projects of Guillaume Apollinaire in Fldneur des deux rives (1928) , Andre Breton in Nadja (1928) and Louis Aragon in Le paysan de Paris (1926) . Her extensive passage on Breton's Nadja illustrates the contradictions surrounding such as a female figure of flanerie. Ernaux writes:
Then, I took the Boulevard Magenta, looking for the number 106, L'Hotel de Suede, once known as the Sphinx Hotel. The facade was barred, they were demolishing the interior of all the floors. A worker leaned out the window and looked at me laughing and saying something to the others. I was immobile on the opposite sidewalk, my head raised toward the hotel (that they were transforming perhaps into apartments). He thought that I was returning to the place of my memories, of a love or a whore. I come back to the memories of another Nadja, that of Andre Breton, who lived in this hotel in 1927. In the shop window in front of which I had stopped, there are outdated shoes, in just one color, black, slippers, black too. After, I continued down the Boulevard Magenta, I turned in the alley of Ferme-Saint-Lazarre, deserted. [...] I walked in the foot-steps of Nadja in a stupor that gives the impression of living intensively. (J 79-80) Here, Ernaux identifies the literary figure of flanerie with Nadja rather than with the poet, Breton, even if references in Ernaux's passage evoke Breton's 1928 narrative. Like the flaneur, Ernaux's narrator encompasses the marginality of the writer and wanderer. She identifies with the poet, the recorder of life, rather than the object of desire; this distinguishes her from Breton's Nadja. Yet, she states that she "was walking in the footsteps of Nadja" and not Breton. Her simultaneous position as a writer and female wander (Nadja) reveals characteristics of both the ambiguous woman in public (la flaneuse) and the poet (le flaneur) and, thus, situates her in an intermediary position between the two literary figures. Like for Apollinaire, Aragon and Breton, Ernaux's writing grows from and draws on the modern city and its inhabitants. Her writing process 10
Studies in 20th & 21st Century Literature, Vol. 29, Iss. 1 [2005] The Sphinx is at the center of the city as labyrinth. As the eater and strangler of men, she is the image of destruction itself. She murders all those who cannot answer her riddle not that of man, but of female sexuality (Wilson 7) . The Sphinx is present in Ernaux's version of the city, yet merely as a cultural reference. Ernaux's city is neither a labyrinth nor a difficult and dangerous place. The city can be read, an itinerary planned. The city and its modes of transportation propose an escape from her suburban domesticity: the city liberates; it does not oppress or endanger. Its streets, places and spaces free Ernaux's narrators of class issues related to her parents' café-bar apartment in Normandy. The city distances her from past preoccupations with A. The complete absence of her home may also be read as a calculated move on the part of the author to reject physical spaces marked by memories described in her previous text. Public spaces depicted in Journal, thus, function differently than in Passion. The parts of Paris, described here, distance the narrator from her physical living space and the domestic choirs which this space prescribes. The hotel is a space associated with transience and not stability. By its very nature, an inexpensive urban hotel opposes the bourgeois domestic and the ideology it propagates. This is one way in which the traditional domestic sphere is replaced by more public or semi-public places. Journal also reveals conventional private rituals by highlighting intimate practices taking place in public.
Journal starts with the recording of others' actions rather than a concern of the others' reactions to her behavior in the R.E.R., whereas La place explains the narrator's angst and malaise because her son will not sit still in a first-class train compartment after her father's funeral. The first scenes are as follows: an older woman speaks to a younger man, a woman talks to herself; a young man clips his fingernails; and a mother and daughter read a children's book. Each illustrates themes of private rituals performed in public, and a certain intrusion on the part of the narrator. Each displays Ernausian themes of movement and orientation, shame, the presence of daily private rituals, and the narrator's malaise in observing.
The third scene brings the intimate private space of grooming into public. The passenger on the R.E.R. takes up more space than is normally allotted: "He settled on two seats, legs stretched out sideways" (J 14). He makes himself at home by clipping his nails and putting up his feet and bringing into public one of the most traditionally private habits, grooming. The other passengers pretend not to look; however, Ernaux does. The young man's actions become a personal revolt against the conventions of the dominating social class. Primping and preparing to leave the house, actions associated uniquely with the female narrator in Passion, now belong to a stranger. They are noted briefly; they do not induce angst or anticipation in the narrator, as they do in Passion 
